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1. Fujioka Shuhei (b. 1947)
Water Jar, 2009
Natural ash-glazed stoneware
7 ½ x 8 ½ x 8 ¼ inches
© Fujioka Shuhei

10. Koie Ryoji (b. 1938)
Kohiki-glazed Water Jar, ca. 2008-2010
Glazed stoneware, lacquer lid
7 ½ x 7 ½ x 6 ½ inches
© Koie Ryoji

2. Hori Ichiro (b. 1952)
White Shino Water Jar, 2013
Iron oxide-glazed stoneware
7 x 7 ¼ x 7 ¼ inches
© Hori Ichiro

11. Koyama Fujio (1900-1975)
Kohiki-glazed Water Jar with Black Dots Patterning,
1965-1970
Glazed stoneware, lacquer lid
6 1/8 x 7 x 6 ¾ inches
© Sugawara Eri

3. Ishiguro Munemaro (1893-1968)
Kairagi (Crawling)–glazed Water Jar, 1945-1955
Glazed stoneware
6 ¾ x 6 ¼ x 5 ¾ inches
© Iwasa Yoshie
4. Kaneshige Michiaki (1934-1995)
Bizen Water Jar, 1975-1985
Natural ash-glazed stoneware
8 ¼ x 9 x 8 inches

9

11

12

5. Kato Tokuro (1898-1985)
Shino-glazed Water Jar, 1973
Iron-glazed stoneware
8 3/8 x 8 x 7 5/8 inches
6. Katsumata Chieko (b. 1950)
Akoda (Pumpkin-shaped) Water Jar, 2015
Matte-glazed stoneware
7 x 9 7/8 x 9 7/8 inches
© Katsumata Chieko
7. Kawase Shinobu (b. 1950)
Furea (Flare), 2015
Unglazed, ash-fired stoneware
7 1/8 x 9 x 9 inches
© Kawase Shinobu
8. Kitaoji Rosanjin (1883-1959)
Shigaraki Sorobantsubu (Abacus Bead-shaped)
Water Jar, 1929
Natural ash-glazed stoneware
5 7/8 x 7 5/8 x 7 5/8 inches

13

9. Kiyomizu Rokubei VI (1901-1980)
Water Jar with Kokisai (Artist’s Glaze), Decorated
with Ebinegusa (Clanthe Orchids), ca. 1978  
Glazed stoneware with over-glaze gold and silver
decoration, lacquer lid
6 3/ 8 x 8 ½ x 8 ½ inches
© Kiyomizu Rokubei Family
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12. Maeda Masahiro (b. 1948)
Water Jar—Black and Red, 2011
Stoneware with enamel over-glaze
10 x 8 x 8 inches
© Maeda Masahiro
13. Miwa Kazuhiko (b. 1951)
Enza (Deep Meditation), 2015
Hagi-glazed  stoneware
8 1/8 x 10 x 9 ¾ inches
© Miwa Kazuhiko
14. Miwa Kyuwa (Miwa Kyusetsu X) (1895-1981)
Iwashimizu (Fresh Water Flows Over Stones), 1963
Hagi and ash-glazed stoneware
6 5/8 x 6 x 6 inches
15. Tsuji Seimei (1927-2008)
Shigaraki Pumpkin-shaped Water Jar, 1970s
Ash-glazed stoneware
7 x 6 ½ x 6 ½ inches
© Tsuji Seimei
16. Wada Morihiro (1944-2008)
Brown Water Jar with Floral Patterning, ca. 1993
Glazed stoneware
8 ½ x 8 ½ x 8 ¼ inches
Names are given in Japanese sequence with family
name first.
Photography credits:
Ben Bocko (for images 1 and 12) and
Richard Goodbody (for the rest)

MIZUSASHI
Japanese Water Jars from the
Carol and Jeffrey Horvitz Collection

tea powder and hot water in individual bowls using
a bamboo tea whisk. The host prepares each bowl of
tea him/herself in front of the guests, taking water
from an iron kettle with a bamboo ladle. The role of
the mizusashi is to provide water for replenishing the
kettle and for rinsing the bowls at the conclusion of
tea drinking.
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Over the course of the past fifty years, Japanese art
ceramics have steadily gained in influence worldwide,
building on a modern reputation for creative power
and technical excellence that emerged in the 1950s.
This selection of mizusashi (water jars) from the Carol
and Jeffrey Horvitz Collection reflects two significant
strains within Japanese contemporary ceramics, each
of them avant-garde in its own way: the early tea
ceramics tradition and contemporary art ceramics.
Each of these pieces belongs to the stoneware or
earthenware genres preferred by Japanese for their
texture, color variation, expressive qualities, and
warmth.
Mizusashi and the Japanese Tea Tradition
The vessel known as the mizusashi began as a utensil
used in the practice of formalized tea drinking in
Japan, often referred to as the Japanese tea ceremony.
This custom, known in Japan as chanoyu, became
codified in the sixteenth century. Most chanoyu
practitioners today trace their philosophy and
methods from the tea master Sen no Rikyu (15221591), who advocated refined aesthetic taste and an
emphasis on harmonious feeling between host and
guests. Rikyu’s principles of “Harmony, Respect,
Purity, and Tranquility,” continue to be followed by tea
students today. In a chanoyu gathering, a host makes
tea for one or more guests in a simple, yet carefully
designed room. The tea is prepared by mixing green

Because it is not handled directly by guests in a
chanoyu tea gathering, the mizusashi is perhaps less
widely appreciated than the tea bowl, but as a vessel
it offers even greater potential for variety in terms of
shape, size, and expressiveness. Along with the iron
tea kettle, the mizusashi, which is generally ceramic,
serves as a locational and aesthetic anchor for the
other utensils that enter or exit the tea room over the
course of a gathering.
The Emergence of Distinctive Tea Ceramics in Japan
Prior to the late sixteenth century, Japanese
potters lacked the technology to closely control the
appearance of the ceramics they produced. The
clay they used was rough and contained various
impurities. Glazes were used only at the Seto (and,
later, Mino) kilns in central Japan and were limited
to the simplest ash/clay combinations. At other
production areas, wares were simply fired for weeks at
a time in wood-fired kilns to make them durable and
watertight. In the course of the long firing process,
wood ash accumulated on areas of many pieces.
The silica and other minerals in the ash melted,
creating patches of glassy color on the fired pots.
This melted ash manifestation has come to be
called “natural ash glaze.”
The early kilns were simply tunnels dug into sides of
hills, with a flue opened further up the hill, in the back
of the tunnel. The temperature was difficult to control,
resulting in some pots that slumped where the fire
was too hot, and others that were insufficiently fired
where the temperature remained too low. Earth from
the kiln ceiling sometimes fell onto pots and stuck
there, while the supports of other pieces collapsed,
causing them to tumble over and become conjoined
to their neighbors.

All in all, early Japanese stoneware ceramics were
crude and imperfect in comparison to the sleek and
finely-decorated celadons and porcelains of China and
Korea made during the same period. However, the
Japanese pots had a warm and distinctive character
that was appealing in ways that the refined wares
of continental Asia were not. The unique quality
of individual pieces attracted the attention of tea
masters like Murata Shuko (1423-1502) and Takeno
Joo (ca. 1502-1555) as well as the great Sen no Rikyu.
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These men and their contemporaries selected unique
examples from among the utilitarian stoneware objects
they encountered and incorporated them into tea
practice. Eventually, certain workshops began to make
pieces specifically for use in tea, adjusting their size
and shape to tea masters’ requirements while retaining
the essential stylistic characteristics of the production
area.
Traditional Tea Ceramics and Modern Ceramic
Movements in Japan
As taste in tea ceramics shifted toward increasingly
idiosyncratic and even distorted pieces in the early
seventeenth century, craftsmen of tea wares began to
create more individualistic and expressive pieces for
use in tea. The high point of Japanese tea ceramics
is widely considered to be the period of around 1570-

1630, roughly equivalent to Japan’s Momoyama
period (1568-1615). When Abstract Expressionist art
was introduced to Japan after World War II, it spurred
a tremendous revival of Momoyama period style tea
ceramics. The mizusashi water jars in the current
installation reflect the legacy of that influence.
Two Generations of Modern Ceramic Masters
The works on display can be separated into two
groups: those by “Grand Masters” – famed ceramic
artists born from the latter part of the nineteenth
century through the first decade of the twentieth
century, and “Later Masters” – ceramicists born
mostly between the 1930s and 1950s who are
well on their way to matching or exceeding the
accomplishments of their esteemed predecessors.
The most prominent name in the first group is that
of Kitaoji Rosanjin, (fig. 8) also the earliest potter
represented. Rosanjin, as he is commonly known,
did not come from a ceramics family, but was an
epicurean and connoisseur of historical ceramics who
is best known for the wares he made for serving food
and drink. Water jars by him are in fact quite rare.
Another Grand Master is Kato Tokuro, who is credited
with helping to revive Momoyama-style ceramics from
the Mino area (Gifu prefecture). Both Rosanjin and
Kato Tokuro were among the first ceramicists awarded
the designation Holder of Important Intangible
Cultural Assets (known informally as Living National
Treasure), with Kato accepting the award, and the
irascible Rosanjin refusing it.
Some of the Grand Masters were heirs to longestablished potting families, including Miwa Kyuwa
(earlier known as Kyusetsu X) who was the tenth
generation descendant of the Hagi tradition, begun by
potters brought from Korea at the end of the sixteenth
century. Kiyomizu Rokubei VI (fig. 9) was descended
from a potter who established himself in the ancient
capital of Kyoto in the eighteenth century. Although
both of these artists continued styles that had been
started more than a century before, each added his
own innovations that imparted a modern sensibility
to their works. One of these is the technique dubbed
kokisai, which Rokubei VI invented to create the
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muted, antique-looking colors found on his mizusashi
in this installation. Other Grand Master potters were
not constrained by family traditions and were able,
therefore, to work in a variety of styles. Ishiguro
Munemaro (fig. 3) was one of these, working not
only in an array of traditional Japanese styles, but
those of continental Asia as well. Koyama Fujio,
(fig. 11) in addition to being a respected ceramic
artist, was Japan’s pre-eminent ceramics historian
during his lifetime.
All of the Later Masters featured in this installation
except one were born between 1930 and 1960. As
a result, each of them matured artistically during
the period just after the end of World War II, when
Japan was struggling to rebuild itself and create a
more open and internationally-integrated society. In
such a climate, even ceramic artists who came from
established lineages could not maintain a strong
reputation simply by carrying on the traditions of their
forebears. Indeed, the growth of ceramics programs in
technical schools and art colleges (which had begun
before WWII) both greatly increased the number
of young individualist ceramicists in Japan and
broadened the scope of stylistic influences.
The works in this show by Tsuji Seimei, Koie Ryoji,
and Miwa Kazuhiko (figs. 15, 10, 13), represent
significant stylistic innovations that elaborate on the

traditional regional ceramic formats of Shigaraki,
Mino/Karatsu, and Hagi. In contrast, pieces by
Wada Morihiro, Maeda Masahiro, Kawase Shinobu,
and Katsumata Chieko (figs. 16, 12, 7, 6) reflect
completely original approaches that connect to
Japanese tradition and aesthetics in only the most
oblique ways. Of particular note is the mizusashi
by Katsumata,(fig. 6) one of a growing number of
women ceramic artists who are helping to transform
contemporary Japanese ceramics. Comparing her
work to the piece Tsuji Seimei (fig. 15) made nearly
fifty years earlier, it is apparent that, although they
both invoke the same natural form (the pumpkin),
Katsumata’s is the more contemporary in feeling. In
relation to traditional Japanese ceramics, its color is
jarring; yet many traditional Japanese tea wares struck
Western observers in much the same way when they
were introduced to Europe and America in the late
nineteenth century.
This array of mizusashi from the Horvitz Collection,
though presenting only a single vessel type, makes
it possible to observe the considerable diversity
that exists in the realm of contemporary Japanese
ceramics.
Andrew L. Maske, Associate Professor of Art History,
University of Kentucky

